The Hero’s Journey as Anti-Narrative: Descent to Dissent on the way up towards Revolution and Resolution in Bong Joon-ho’s Parasite and Disney’s by Kapila, Gitanjali
Cuaderno 142  |  Centro de Estudios en Diseño y Comunicación (2021/2022).  pp 239-257  ISSN 1668-0227 239
G. Kapila The Hero’s Journey as Anti-Narrative: Descent to Dissent on the way (...)
The Hero’s Journey as 
Anti-Narrative: Descent to 
Dissent on the way up towards 
Revolution and Resolution in 
Bong Joon-ho’s Parasite and 
Disney’s 1950 animated Cinderella
Gitanjali Kapila (1) 
Abstract: It can be argued that Campbell’s text The Hero with a Thousand Faces is princi-
pally concerned with the individual adventurer, the man or the woman, who embarks on 
the journey with the goal of breaking the bonds of his or her Oedipal attachments in order 
to achieve a state of liberation which mostly means not becoming an adult psychoneuro-
tic. Campbell tells us that the stages of the journey are represented in the ritual actions of 
cultural rites of passage, ceremonials staged by members of a collective in order to usher 
the individual across difficult thresholds of transformation so that he or she may find the 
forms and proper feelings of his new estate. Campbell’s elaboration of the phases of the 
journey for the individual are rich with detail and illuminating evidence for his thesis 
about the hero’s ultimate objective which he describes as exiting the nursery. But, what of 
the collective who both reproduce the conditions of the rites of passage for the individual 
and stand witness to his or her becoming? What is their role in the advance of the hero 
towards liberation? Is it simply to watch and wait?
If Campbell’s description of the journey begins with the hero’s departure from home; fo-
llowed by his or her horizontal advance across dangerous and volatile terrain; and, finally 
upon arriving at an inflection point in time and space, resolves with his or her return; 
then, Bong Joon-ho’s 2019 film Parasite stages a narrative iteration of the hero’s journey 
which tracks along a vertical vector, one that follows the hero on a journey of upward 
mobility and sees the collective as family not as a witness within which the hero’s passage 
is embedded; but rather, as an active, mobilized narrative force who along with the hero 
rises up against the bondage of late-stage capitalism towards a state of collective libera-
tion, namely, revolution. That as an outcome is the stated ideal, in any case, described by 
Marx in his narrative engagement known as dialectical materialism and interpreted by the 
French Marxist theorist, Louis Althusser, in his ground-breaking work, On the Reproduc-
tion of Capitalism: Ideology and Ideological State Apparatuses. According to Althusser’s 
heuristic, it is clear that the narrative of dialectical materialism must necessarily or with 
wishful intent result in a resolution as revolution; this as an outcome hews exactly to the 
romantic model of Campbell’s articulation of the hero’s journey which anticipates the end 
of history and the end of narrative in a permanent leveling of class structure. Bong Joon-
ho, however, is not so optimistic. Though Parasite has been identified as a dark comedy 
which as a genre often trades in unexpected resolutions that are bleak and/or bittersweet, 
I would argue that the film offers a decidedly tragic resolution to class struggle, one in 
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which capitalist modes of production endure precisely because the narrative of liberation 
has already been co-opted as an ideology to sustain it.
Using Althusser’s interpretation of Marx in On the Reproduction of Capitalism: Ideology 
and Ideological State Apparatuses, this paper will interrogate Parasite per the above and 
Disney’s 1950 version of Cinderella which also features a narrative of upward mobility 
in order to 1) establish and describe the parallel demand of the hero’s journey in which 
the hero must usher his community across difficult thresholds of transformation through 
ritual action; 2) identify how Campbell’s description of the hero’s journey interlaces speci-
fically with narratives of labor in the capitalist social formation which necessarily involve 
relations of capitalist exploitation; 3) argue that the promise of revolution as ideology, as 
an achievable resolution to the journey of the collective, or in Campbell’s parlance ‘return,’ 
actually obfuscates its true purpose which is to reproduce and perpetuate the capitalist 
social formation. In doing so I will surface the regressive narrative gestures in Campbell’s 
reading of the hero’s journey which effects a narrative of liberation only to the extent that 
the fulfillment of the journey constitutes, in fact, an ‘anti-narrative’ when viewed in the 
context of late-stage capitalism and the social formation which subtends it.
Key words: Joseph Campbell - Hero’s Journey - Louis Althusser - Ideology - Ideological 
State Apparatus - Karl Marx - Anti-Narrative - Oedipus Complex - Parasite - Cinderella.
[Abstracts in spanish and portuguese on the pages 254-257]
(1)  Gitanjali Kapila is a Chicago-based filmmaker. She is an Adjunct Lecturer at Columbia 
College Chicago in Cinema and Television Arts and Assistant Professor, Adjunct at the 
School of the Art Institute of Chicago in the Film, Video, New Media and Animation De-
partment. She has an MFA in filmmaking from Columbia University in the City of New 
York. In 2021 she will have published her third article in the Gender and Narratives series 
published by the University of Palermo, Buenos Aires. She has presented her work on the 
hero’s journey in Buenos Aires and has presented twice on writing for viewer interactive 
episodic media at the CILECT Congresses held in Moscow in 2019 and in Mumbai in 
October 2019. She has also written/co-written, produced/co-produced and directed three 
live-action shorts since 2017 including her award-winning dark comedy Breathing above 
the Treeline which enjoyed 14 live screenings world-wide. Gitanjali is currently budgeting 
her first feature film for production in 2022.
There is so much meaning in an address – and, in the case of Bong Joon-ho’s 2019 dark 
comedy sensation, Parasite, an IP address. The movie opens with the film’s semblant pro-
tagonist, Kim Ki-woo, sitting by a carousel of drying socks in his family’s half-basement 
apartment tapping on a smartphone which is useless insofar as Ki-woo cannot hop onto 
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“iptime,” the WiFi network of the lady upstairs because she put a password on it. The 
family’s patriarch, Kim Ki-taek, prompted by his wife, Kim Chung-sook to find a solution 
to their connectivity issue asks him, “What’s your plan?” (“Parasite” 00:02:42-45). Ki-taek 
wakes up from a nap and navigates to the kitchen where he provides sage instruction to 
Ki-woo while eating moldy bread: “For WiFi, hold it high. Stick it (meaning the smartpho-
ne) in every corner and so on” (“Parasite” 00:02:49-57). The urgency of locating a reliable 
WiFi network soon becomes clear: Chung-sook is expecting a message via WhatsApp 
from Pizza Generation for an offer of work, an opportunity to make some money and fill 
the fridge, even if it’s a piece rate job folding pizza boxes. Ki-woo and his sister, Ki-jung, 
finally end up locating a viable signal called “coffeeland 2G” in the bathroom right next to 
the toilet which Bong wickedly situates “upstairs;” that is, on a platform such that it occu-
pies the highest space vertically in the half-basement apartment. Concerning the design 
of the narrative space in Parasite it’s no surprise then that a January 14th, 2020 Vulture ar-
ticle titled Bong Joon Ho on Why He Wanted Parasite to End with a ‘Surefire Kill’ reports 
that Bong “has called Parasite his ‘stairway movie.’ It is an upstairs-downstairs film that 
explores every available rung on the ladder of class aspirationalism” (Jung). That is, the 
mise-en-scene of the story action in Parasite occurs in three dimensions though, primarily 
along the Y axis signifying to the viewer that they are in the orbit of a narrative concerned 
with upward and downward mobility. 
The hero’s journey, on the other hand, described by Joseph Campbell in The Hero with a 
Thousand Faces, consists mostly of the adventurer displacing horizontally across a sur-
face or terrain, rather than dislocating vertically in the form of ascents and/or descents 
which are mostly chronicled in narratives involving heaven and/or hell, respectively. To 
wit, Campbell identifies archetypes of motion which present in the hero’s journey in the 
dream of an operatic artist:
It is remarkable that in this dream the basic outline of the universal mytholo-
gical formula of the adventure of the hero is reproduced, to the detail. These 
deeply significant motifs of the perils, obstacles, and good fortunes of the way, 
we shall find inflected through the following pages in a hundred forms. The 
crossing first of the open sewer, then of the perfectly clear river flowing over 
grass, the appearance of the willing helper at the critical moment, and the high, 
firm ground beyond the final stream (the Earthly Paradise, the Land over Jor-
dan): these are the everlastingly recurrent themes of the wonderful song of the 
soul’s high adventure (Campbell, 16).
The hero’s movement adduced by the topographical modifiers “crossing,” “over grass,” 
and “Land over Jordan” suggest horizontal vectors over a surface as constitutive of the 
kinesthetic form of the journey. This observation is supported in Campbell’s naming of the 
adventure’s macro-phases, “departure” and “return” which imply a departure from some 
place and a return to some place along an X axis. Also apropos are the hero events “The 
Crossing of the First Threshold” and “The Crossing of the Return Threshold.” It is interes-
ting to note that the horizontal orientation preferred by Campbell, or, perhaps, the one he 
unconsciously propagates in his text, aligns with the psychic migration of the adventurer 
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from “the external to the internal world” (Campbell, 12) in order “to retreat from the 
world scene of secondary effects to those causal zones of the psyche where the difficulties 
reside, and there to clarify the difficulties” (Campbell, 12) and “eradicate them in his own 
case…” (Campbell, 12). That is, the journey inwards undertaken by the hero towards the 
neurotic binding of his infantile cathexes is one that though narrative becomes externa-
lly manifest as his motion over a surface to “undertake the difficult, dangerous task of 
self-discovery and self-development” (Campbell, 17) which, as an experience, is awesome 
for the individual adventurer, the rare intrepid dreamer who “crosses to the other shore” 
(Campbell, 17) but what about the rest of us? 
Thankfully, Campbell articulates a “second solemn task” (Campbell, 15) for the hero which 
in fulfillment of the obligations of the adventure requires him to make his way home and 
share with the community he left behind the lessons he has learned outbound and back 
again; that said, Campbell does suggest that this “after-task” might be more daunting 
for the hero than the journey itself for as Campbell asks, “how communicate to people 
who insist on the exclusive evidence of their senses the message of the all-generating 
void?”(Campbell, 189). Fortunately, language and narrative enable the creation of two ty-
pes of scaffolded representations of the journey for the “the multitude of men and women” 
(Campbell, 17) who “choose the less adventurous way of the comparatively unconscious 
civic and tribal routines” (Campbell, 17). On the one hand, a community creates mytho-
logies to dramatize the events experienced by the hero which can then be preserved and 
transmitted in the oral and written histories of that community. Campbell states:
Dream is the personalized myth, myth the depersonalized dream; both myth 
and dream are symbolic in the same general way of the dynamics of the psyche. 
But in the dream the forms are quirked by the peculiar troubles of the dreamer, 
whereas in myth the problems and solutions shown are directly valid for all 
mankind (Campbell, 14).
On the other hand, it is also through ritual that a community has the potential to enact the 
events experienced by the hero along the journey; that is, “by virtue of the inherited sym-
bolic aids of society, the rites of passage, the grace-yielding sacraments, given to mankind 
of old by the redeemers and handed down through millennia” (Campbell, 17). Ritual, in 
particular, which Campbell identifies as “ceremonials of birth, naming, puberty, marriage, 
burial, etc.” (Campbell, 6) are critical to “conduct people across those difficult thresholds 
of transformation that demand a change in the patterns not only of conscious but also 
unconscious life” (Campbell, 6). There is no doubt that Campbell’s intent in describing the 
hero’s journey in The Hero with a Thousand Faces is to identify the phases of the adven-
ture for the individual; of equal importance, however, is that the represented forms of the 
journey, in myth and in ritual, enable “not only the candidate but also every member of his 
circle” (Campbell, 6) to be “reborn” – such that “society is reborn” (Campbell, 6).
That a community, or a civilization, can be according to Campbell “reborn” implies ne-
cessarily that the same can die, though, Campbell is not much concerned with illustrating 
the specific set of conditions which might result in the decline of a community and/or a 
decree of civilization death – its “end times.” Campbell’s writing generally lists towards 
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death1 only to set the mise-en-scene for rebirth. Rather, in order to describe the phases of 
the journey, not just for the hero, but for an entire community or a civilization which is in-
formed by the recognition that the social dynamic organizing the relationship of its cons-
tituents must necessarily shape its shared communal narrative, we turn to French Marxist, 
Louis Althusser who in writing Ideology and Ideological State Apparatuses some 15 years 
after The Hero with a Thousand Faces was written by Campbell provides a tantalizing 
framework for describing the journey not only for the individual worker, or worker-hero, 
but also for the collective, i.e. the proletariat, who is established by Marx as the protagonist 
of history par excellence. Althusser’s thesis begins by swapping out community or society 
for what Marx calls the social formation which Althusser defines as a “’concrete society’ 
that has historical existence and is individualized, so that it is distinct from other societies 
contemporaneous with it, and is also distinct from its own past, by virtue of the mode of 
production dominant in it” (Althusser, 19). Writing in France in the wake of the protests 
of May 1968, Althusser adduces that the operative social formation is specifically the capi-
talist social formation and “dominant in it” is the capitalist mode of production where the 
social formation is fundamentally characterized by “working class struggles against the 
capitalist bourgeoisie” (Althusser, 5) and that “these capitalist relations of production…
are, at the same time relations of capitalist exploitation” (Althusser, 154). Though Althus-
ser concedes in a footnote that “one cannot discount the possibility that certain social for-
mations have disappeared in history” (Althusser, 149), essentially, that civilizations have 
died, as a Marxist, he does not posit “death” per se as a possible outcome for the capitalist 
social formation. Rather, Althusser imagines a transitional phase of capitalism to socia-
lism which he believes at the time of writing Ideology and Ideological State Apparatuses 
is already taking place:
We are entering an age that will see the triumph of socialism across the globe. 
We need only take note of the irresistible course of popular struggles in order 
to conclude that in a relatively near future, despite all the possible twists and 
turns, the very serious crisis of the international movement included, the revo-
lution is already on the agenda (Althusser, 6).
It is interesting to note that Althusser employs rhetoric specific to narrative characterizing 
the difficult advance of an agent over a terrain to make a descriptive claim about the po-
litical climate of his time; his phrasing “despite all the possible twists and turns” echoes 
unequivocally Campbell’s language when he describes the hero’s journey as a “unique, 
unpredictable, and dangerous adventure” (Campbell, 8). Different, however, is the ideal 
resolution of the narrative of the collective, the ideal “happy ending” for the “international 
movement” of the worker-heroes of history which, for Althusser, can only be revolution.
If the goal of the worker-hero exploited by the capitalist mode of production is revolution 
which according to Althusser would put an end to the capitalist social formation through 
the elimination, above all, of ownership, not only of actual property, i.e. the means of 
production legally held by the capitalist bourgeoisie, but also, more radically, the eradica-
tion of the very notion of property as a category of meaning, one can infer, then, that the 
representative of the dominant class(es) who holds power in the capitalist social formation 
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would, on the contrary, seek to maintain the status quo in the present and for generations 
to come. In order to reproduce the capitalist mode of production the representative of the 
dominant class extorts the surplus value produced by the worker-hero (where the value 
of his labor is not equal to the wage that he earns) and allocates it to “renewing the means 
of production” (Althusser, 28). The portion of surplus value tendered to the worker-hero 
as wages is just enough so that he may “live and reproduce” (Althusser, 28) – that is re-
produce more worker-heroes in the form of his children for the dominant class to exploit 
within the capitalist mode of production. (One can appreciate here that if workers stopped 
having children, capitalism would very likely grind to a halt in the same way that it can 
under the synchronic conditions of a strike.) Stated in this way one understands Marx’s 
urgency to describe the Sisyphean underpinnings of the capitalist mode of production 
and Althusser’s mandate to restate them given the civil unrest of his time which Althusser 
described as an “ideological revolt of the masses of young people in the school system” 
(Althusser, iv). In the introduction to the text French philosopher and social theorist, 
Jacques Bidet, states, “The spirit of May 1968 runs through the entire text, that of a May 
that was as much the workers’ as the students’, a May that witnessed the biggest strike 
in French history” (Althusser, xx). Bidet continues, “Althusser has his eye on ‘the many 
young militants who have flocked or will flock’ to the political struggle (p. 133). Indirectly, 
he is addressing them” (Althusser, xx). 
Why would Althusser be addressing them, “the many young militants?” Why would 
Althusser direct his exegesis of Marx and his argument about ideology in Ideology and 
Ideological State Apparatuses to university students? The principal thesis of his text is 
that the terrain of class struggle in any social formation occurs within what he calls the 
Ideological State Apparatuses. During the period in French history when the feudal aris-
tocracy dominated the feudal social formation Althusser argues that the “number-one 
Ideological State Apparatus [was] the Church” (Althusser, 143). With the establishment of 
the “mercantile capitalist bourgeoisie” (Althusser, 143), the church, states Althusser, was 
replaced by the “scholastic ideological apparatus” (Althusser, 143) and more specifica-
lly, the “school-family dyad” (Althusser, 158). The advantage of the scholastic ideological 
apparatus for the dominant class who seeks to reproduce the capitalist relations of pro-
duction is that a meta-ideology (which Althusser also calls the “state ideology”) governs 
the perception of school:
…as a neutral environment free of ideology (because it is . . . not religious) 
where teachers respectful of the ‘conscience’ and ‘freedom’ of the children en-
trusted to them (in complete confidence) by their ‘parents’ (who are free in 
their turn, that is, are the owners of their children) set them on the path to 
adult freedom, morality and responsibility by their own example, and provide 
them access to learning, literature, and the well-known ‘emancipatory’ virtues 
of literary or scientific humanism. (Althusser, 252)
My god, is there anything left to say about the “value” of education? Yes, and Althusser says 
it, “Somewhere around the age of fourteen, an enormous mass of children are dumped 
‘into production’, to become workers or small peasants” (Althusser, 145). Though Althus-
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ser defers identifying in Ideology and Ideological State Apparatuses how exactly the scho-
lastic ideological apparatus reproduces capitalist relations of exploitation by reproducing 
labor, i.e. creating “workers,” Althusser does state that every ideological state apparatus 
functions to disseminate ideology by way of “interpellation” which he also describes as 
“hailing” –  when an individual is addressed by the ideological state apparatus as “hey, 
you,” the individual instantiates the functioning of ideology in an act of recognition which 
creates an equivalency between the “you” hailed and the individual addressed. The indivi-
dual thus interpellated is always already the subject of state ideology and of each ideologi-
cal state apparatus operative within the capitalist mode of production. Returning now to 
the question of why Althusser would address students, the answer becomes clear: students 
as subjects par excellence of the scholastic ideological apparatus, are positioned at an es-
sential inflection point ripe with revolutionary potential in a mature capitalist formation. 
On the one hand, students interpellated by the scholastic ideological apparatus will neces-
sarily “go to work” because to be a “worker” within the framework of scientific humanism 
as ideology is “good.” And, yet, because the scholastic ideological apparatus according to 
Althusser is the principal nexus of the class struggle in the capitalist mode of production, 
I would argue that students also possess an exemplary potential to interrupt their inter-
pellation as subjects in order to constitute themselves as agents of revolution. Though 
Althusser remits his analysis as noted above, I will venture three reasons: 1) as future 
wage-earners within the capitalist social formation students have a proximate motivation 
to stay their appropriation as fodder for the mercantile capitalist system which necessarily 
involves relations of capitalist exploitation – that they would have cause to willingly deny 
participating in their own exploitation and feel “good” about that; 2) as supply for future 
“skilled workers” (Althusser, 31) students are uniquely positioned to reject their governing 
role as proxies for the dominant class in the workplace; and, 3) education affords students 
the requisite ability to understand and play a causal role, should they choose, in the narra-
tive of dialectical materialism described by Marx which arcs not towards the reproduction 
of the capitalist relations of production; but rather, consciously directs towards revolution 
and the liberation of all people from the demagoguery of the capitalist social formation.
It’s no wonder, then, that the narrative of Parasite which Bong stated “explores every avai-
lable rung on the ladder of class aspirationalism” (Jung) is catalyzed by Min, a university 
student, who delivers a scholar’s rock to Ki-woo soon after the family has been paid wages 
by the Pizza Generation manager for their unskilled labor. Min explains that his “gran-
dfather has collected scholar’s rocks since his cadet days. Now the annex, the study, every 
room in the house is filled with these things” (“Parasite” 00:08:10-18). The first thing to 
note with regard to Min’s explanation of the scholar’s rock is that he doesn’t live in a ba-
sement apartment or, at least, if he does, his has a “study.” His off-hand description of the 
blueprint of his family’s home while explaining the fact of his grandfather’s overstock of 
scholar’s rocks foreshadows the opulence of the Park house located at the top of a hill in 
a wealthy suburb of Seoul. The discomfort Ki-woo experiences when Min shows up with 
his “gift” is palpable: the half-basement apartment is a dump and Ki-woo is embarrassed 
by it. It, thus, makes complete sense that upon being given the scholar’s rock that it com-
pletely cannibalizes Ki-woo’s attention since Min says of it, “…this stone here is said to 
bring material wealth to families” (“Parasite” 00:08:18-22). I’ll venture to guess that Min 
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having read Althusser at university knows full well that the narrative about the scholar’s 
rock constitutes a romanticized mystification of the class struggle; Ki-woo, however, uni-
nitiated into the mechanics of interpellation and thus unable to interrupt it says of the 
scholar’s rock, “Min, this is so metaphorical” (“Parasite” 00:08:24-27) which is almost the 
same thing as Ki-woo saying “it’s a sign” but not exactly in the way de Saussure would have 
meant it. The scholar’s rock as a metaphor is embedded in a network of signification and 
of ideology which hails Ki-woo as a member of the dominated class to believe in “upward 
mobility” as a matter of phenomenological potential. Little does Ki-woo understand that 
as ideology, “upward mobility” or “class aspirationalism” is a narrative mobilized by the 
ideological state apparatus which is a priori structured to reproduce the priorities of the 
capitalist bourgeoisie to either keep Ki-woo on the rung of the class ladder that he is on or 
push him down even further. Only Chung-sook who says, “Food would be better” (“Para-
site” 00:08:35-37) appreciates that the metaphor of the scholar’s rock in having no referent 
but the functioning of the ideological state apparatus itself produces as a tautology the 
mystification of the object and thus anticipates as a fact of its structure a failure to signify 
with consequence because, let’s face it, people who are hungry, including the Kim family, 
can’t eat rocks.
But, why would Min do this to Ki-woo? Give him hope that all that is his can be his? Well, 
for the very banal reason that Min is leaving the country to study abroad and he needs 
someone to keep an eye on his very rich girlfriend, Da-hye, which brings us to the issue 
of what is at stake in the capitalist mode of production, namely, property and ownership 
of the same. Though Althusser in describing the history of social formations makes a 
distinction between “the Roman slave-holding social formation” (Althusser, 19) and the 
“capitalist social formation” in which the “productive forces” are wage-earners who “have 
nothing to sell but the strength of their two hands” (Althusser, 28), his statements on ow-
nership, in particular, suggest that the slave who is owned and the wage-earner who is not 
technically owned but, rather, of his own free will enters into an agreement with the agent 
of production to accept wages in exchange for his labor share a proximity in terms of their 
ability to exercise power within the social formation in which they exist. For, in a capitalist 
social formation not only does the capitalist bourgeoisie “own [détiennent la propriété 
de] the means of production before the process of production…after it, appropriate(s) 
its product” (Althusser, 28) so that the bourgeois capitalist is “found at both ‘ends’ of the 
productive process” (Althusser, 27-28). That is, within a capitalist social formation, the 
wage-earner has no choice but to sell his labor if he is to live and reproduce because he 
neither owns the means of production nor the product which is a result of the production 
process and thus cannot appropriate the surplus value that he creates and return it to 
himself. The proximate-slave status of the wage-earner thus described by Althusser is un-
derscored in Parasite when Ki-woo asks Min with regard to tutoring Da-hye, “What about 
your university friends? Why ask a loser like me?” (“Parasite” 00:09:41-47). Min responds, 
“Why do you think? Just the thought makes me sick. Those disgusting frat boys slavering 
over Da-hye? It’s revolting” (“Parasite” 00:09:48-58). Min spits on the ground and then 
continues, “When she enters university, I’ll officially ask her out. So you take care of her 
until then. If it’s you, I can leave in peace.” (“Parasite” 00:10:14-24). Ki-woo’s response to 
Min, quaint and steeped in the ideology of scientific humanism, is “Thanks for your trust” 
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(“Parasite” 00:10:27-29).  I would argue that when Min offers the tutoring job to Ki-woo, 
his proposition to him is as an employer to an employee rather than a contract of “trust” 
agreed upon between equals. Min asks Ki-woo to act as his proxy in his absence precisely 
because Ki-woo who does not belong to his social stratum, namely, the dominant class of 
the capitalist social formation, can thus never actually be his proxy. In addition, an appli-
cation of an extension of Althusser’s framework of bourgeois capitalism illuminates the 
gendered dynamic of ownership, one which establishes Da-hye, the girlfriend to be taken 
care of, as the equivalent of real-estate, property that Min eventually seeks to own when 
upon his return he will “officially ask her out.” The effect of the exchange between Min 
and Ki-woo is fundamentally transactional: Min asks Ki-woo to house-sit Da-hye while 
he is away and for his labor which he has no choice but to sell given that the Kim family 
is destitute, Ki-woo, who is not yet quite a slave only because at this point in Parasite he 
still subscribes to the enlightenment fiction of his and Min’s equality evidenced by his use 
of the word “trust,” will be compensated with a wage not for his labor but rather, for his 
willing interpellation by the narrative of upward mobility, an ideology which assures the 
position of the dominant class and secures his disenfranchisement.
Quoting Marx, Althusser’s text states, “(…’society is not made up of individuals’, but of 
classes confronting each other in the class struggle);” (Althusser, 223-224); or, in the case 
of Parasite which dramatizes the class struggle in the capitalist social formation as a mi-
crocosm, it is represented as a violent confrontation between families. All four members 
of the Kim family find employment in the Park family household just before the midpoint 
of the film. Ki-woo succeeds in getting himself hired as Da-hye’s tutor using a counterfeit 
university degree forged by his sister, Kim Ki-jung; Ki-jung, posturing as Jessica with an 
art therapy degree from Chicago talks her way into becoming an art therapist for the Park’s 
young scion, Da-song; the father, Ki-taek, gets work as the Park patriarch’s driver; and 
finally, the mother, Choong-sook replaces the housekeeper, Moon-gwang, who was first 
employed by the previous owners of the house, and thus, functions as an extension of it. 
That is, the kin of Kim, representing the nuclear family, become co-workers in the employ 
of the Park family. The Park family has no clue ever that the four people working for them 
are related and that they don’t submits an alternate formulation of the class struggle: if, 
indeed, as Marx claims that “society is not made of individuals,” the dynamic established 
in Parasite between the Park family and the Kim family strongly suggests, instead, that the 
family constitutes the smallest unit of exploitation in the capitalist mode of production. 
This is a somewhat radical thesis to advance only because post-enlightenment constructs 
of public and private postulate that the family, discursively defined as “private,” would 
not necessarily constitute the indivisible morpheme of the workers’ movement and, later, 
revolution; but, the family, revealed to be, in the first instance, the unit of reproduction 
for a mode of production that seeks to reproduce itself is, in fact, the primary revelation 
in Parasite where reproduction of the family unit (parents reproduce themselves as wage-
earners by producing children) reproduces labor as an indispensable component of the 
capitalist mode of production because it is only through the exploitation of labor that 
surplus value can be created and appropriated by the dominant class to reproduce the 
capitalist social formation. This dynamic is ironically articulated by Ki-taek in the half-
basement at the end of the work-day when he says to his family: “In an age like ours, 
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when an opening for a security guard attracts 500 university graduates. Our entire family 
got hired!” (“Parasite” 00:53:05-15) and “If we put our 4 salaries together? The amount of 
cash coming from that house into ours is immense” (“Parasite” 00:53:18-21). As already 
stated, it doesn’t occur to Ki-taek that the Park family is appropriating the surplus value 
he and his family create and using it to reproduce their own material advantage which 
locates the Park family in a boutique suburban mansion and the Kim family in a half-ba-
sement apartment. Here we see ideology deployed through the ideological state apparatus 
functioning at its finest. Danger to the seamless operation of ideology only emerges later 
when the signal of interpellation broadcast by the ideological state apparatus glitches: in 
the absence of the Park family who have gone camping in the rain, Ki-woo, along with his 
sister, mother and father occupies the Park living room, drinking their liquor and eating 
their snacks; inebriated on spirits owned by the bourgeoisie, Ki-woo imagines a strategy 
to extend forever the time-delimited fantasy of the Kim family’s fortuitous but temporary 
living-room occupation by re-stating to them what Min said to him about Da-hye, “When 
she enters university, I’ll officially ask her out. Seriously” (“Parasite” 00:59:00-05). I will 
note here that while Ki-taek, the father, seems satisfied with the capital transfer resulting 
from the Kim family’s employment in the Park household which assures the stability of the 
capitalist social formation, for Ki-woo, to be a wage-earner is simply not enough compen-
sation for what he is coming to understand is his own entrenched disenfranchisement in 
the capitalist mode of production.
Ki-woo’s fantasy of upward mobility relayed through the romantic-partnership-as-real-
estate framework is modeled on another character whose class aspiration is also facilitated 
through a time-delimited fantasy but to better results, namely, Cinderella. An unidenti-
fied voice-over in the 1950 Disney version of the fairytale narrates Cinderella’s personal 
misfortune which is aligned with a narration describing the decay of her family home 
after the death of Cinderella’s father leaves her in the company of her stepmother, Lady 
Tremaine, and two stepsisters, Anastasia and Drizella, “Thus, as time went by the chateau 
fell into disrepair for the family fortunes were squandered on the vain and selfish step-
sisters while Cinderella was abused, humiliated and finally forced to become a servant 
in her own house” (“Cinderella” 00:02:43-00:02:58) which as an outcome actually seems 
somewhat more undesirable than becoming servants, as the members of the Kim family 
do, in someone else’s house. At this point the camera rises vertically to locate the attic in 
the tower of the chateau to which Cinderella has been banished by Lady Tremaine. As the 
sun rises illuminating the window of Cinderella’s tower abode, the voice-over continues, 
“And, yet, through it all, Cinderella remained ever gentle and kind for with each dawn 
she found hope that someday her dreams of happiness would come true” (“Cinderella” 
00:03:00-00:03:12) which, translated, means Cinderella does not plot to effect the prole-
tarian revolution because she believes, or knows to be true, that the prospect of upward 
mobility will eventually materialize, literally, and she will be delivered from servitude. In-
deed, Cinderella’s “hope” manifests in the narrative not as a scholar’s rock but as wardrobe, 
namely, the glass slipper which after the fantasy of her encounter with the prince is dis-
pelled she keeps in her apron pocket so that it can function at the resolution as a catalyst 
of her liberation. It is interesting to consider, given that Cinderella succeeds in her class 
ambition, that the fairytale as a narrative form functions as an affirmative signifier within 
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the cultural ideological apparatus which endorses upward mobility as a material reality 
for the dominated class within the capitalist social formation. Indeed, the functioning of 
ideology in Cinderella is articulated with unnerving efficiency through the motif of the 
striking clock: it not only terminates Cinderella’s time-delimited fantasy at the end of the 
second act when the spell breaks, it also hails Cinderella to work at the beginning of the 
film. Of it, she laments, “Oh, that clock. Old killjoy. I hear you. ‘Come on, get up,’ you say. 
Time to start another day. Even he orders me around. Well, there’s one thing. They can’t 
order me to stop dreaming” (“Cinderella” 00:05:29-00:05:50). We all know what Althus-
ser would say to this: “they” don’t want you to stop dreaming. This theoretical position 
prompts the following question: if the positive narrative representation of social aspiration 
in Cinderella interpellates the wage-earner within the capitalist social formation as a po-
tential future capitalist, does a narrative of failure like Parasite functioning potentially as 
an extra-ideological cultural artifact create the possibility for the wage-earner to break free 
of the ideological state apparatuses which reproduce his domination? 
Invert the chateau in Cinderella and her attic idyll becomes the Park family home’s 
basement’s basement or bunker where Moon-gwang has been hiding her husband, Geun-
se, for four years from loan sharks. That is, an ascent to servitude in Cinderella becomes 
a descent to bondage in Parasite; up or down, though, the vertical displacements in both 
films are visually shepherded by stairs and staircases. That Cinderella and Guen-se occupy 
parallel narrative spaces, attic and bunker, respectively, suggests that he and not Ki-woo 
represents the Cinderella archetype in Parasite. A re-framing of the film’s narrative struc-
ture provides insight: in Cinderella, the eponymous character, a servant in her own home, 
is able to effectuate her social ascent, rising vertically past her stepsisters with whom she 
is in competition to attain the highest status within Cinderella’s narrative world, namely, 
the one found at the bottom of the stairs in her father’s living room where Cinderella pro-
duces for the Prince’s representative the remaining glass slipper. In Parasite the dynamic 
is similar: the Kim family and the couple, Moon-gwang and Geun-se, exist as parallels to 
Cinderella and her stepsisters insofar as the two family units are also in competition with 
each other for the boon of employment which the Park family has the economic power to 
bestow because they have the resources to pay wages. When Chung-sook discovers that 
Moon-gwang is hiding Guen-se in the bunker, she says, “But, now that I know, I have no 
choice but to call the police” (“Parasite” 01:09:53-57). Moon-gwang immediately throws 
herself at Chung-sook’s feet and begs for mercy, “No, please, sis! As fellow members of the 
needy, please don’t.” (“Parasite” 01:09:59-10:02). Chung-sook’s responds, “I’m not needy” 
(“Parasite” 01:10:03-04). To this, Moon-gwang cries, “But, we’re needy. We’ve no house, 
no money, only debts. Sis, please! Even after 4 years of hiding these debt collectors won’t 
give up. They’re still searching for him, threatening to stab him” (“Parasite” 01:10:04-23). 
The moment reveals unequivocally the structured mobilization of the bourgeoisie against 
the dominated classes in its deployment of the ideological state apparatus(es) while the 
representative of the dominant class, namely the Park family unit, is not there. In his dis-
cussion “On the reproduction of Capitalism,” Althusser elaborates on what he describes as 
the social division of labor which is:
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An effect of the distribution of individuals in classes, culminates in a double, 
joint line of demarcation, in the enterprise itself, between a monopoly on cer-
tain jobs (associated with certain kinds of ‘knowledge’) reserved for one part 
of the ‘personnel’, and the ‘penning’ of another part of the ‘personnel’, the wor-
kers, in subaltern jobs (plus a prohibition on ‘knowing’. (Althusser, 41)
That is, the bourgeois capitalist social formation assures its dominance over the wor-
king class(es) by perpetrating disunity among them as an effect of the ideological state 
apparatus(es). Ideology reproduces the structure of the capitalist social formation within 
the working class through the social division of labor which distributes wage-earners into 
those who “perform functions of repression;” those who perform “functions of exploi-
tation,” and, those who perform the “functions of production…the proletarians in the 
strict sense” (Althusser, 41). When Chung-sook threatens to call the police on Moon-
gwang and Guen-se, the ideological state apparatus interpellates her as an agent of the 
bourgeoisie empowered to execute its interests which in the moment she takes out her 
phone she also believes are her own; that is, as a temporary and context-dependent re-
presentative of the dominant class performing a function of repression (police are con-
sidered part of the Repressive State Apparatus in Althusser’s model), Chung-sook has 
power over Moon-gwang and Guen-se where “power is to be understood” as Bidet states 
in his introduction to Althusser’s text  “…as the ‘excess’ of this class’s force over that 
of the dominated class…” (Althusser, xxii). Moments later, however, after a pratfall on 
the stairs involving the other three Kims Moon-gwang records Ki-woo calling Ki-taek 
“father” with her smartphone, thus memorializing the Kim family fraud for the Park fa-
mily to discover whenever Moon-gwang feels like hitting “send.” This comically flips the 
power dynamic in an instant where Moon-gwang uses her phone like a gun forcing the 
Kim family to kneel in the living room with their hands up. The internecine class struggle 
between the working-class family units in which power is mediated through the revela-
tion of fraud (each family has something to hide) is arrested, however, when Yeon-kyo, 
the Park matriarch, calls Chung-sook unexpectedly and tells her that they are returning 
home from their rained-out camping trip and will arrive in “8 minutes, according to the 
GPS” (“Parasite” 01:16:56-58). In other words, 8 minutes until the clock strikes 12 at 
which point the time-delimited fantasy in which the dominated classes get to struggle 
over the opportunity to impersonate the dominant class in its absence will be over.
The double-basement structure in Parasite visually metaphorizes the division of the wor-
king class effected by the social division of labor which acts as an impediment to Marx’s 
vision of a unified proletariat whose members in identifying with each other have the 
capacity to create a working-class consciousness, a necessary component for engaging in 
revolution. That said, I would argue that revolution does occur in Parasite though not in 
a way that either Marx or Althusser specifically envisions or would consider ideal for the 
end of history. After rain deluges the city flooding the Kim’s basement apartment with 
sewer water and forcing Ki-taek, Ki-woo and Ki-jung to spend the night in a gym with 
the city’s displaced inhabitants, the Kim family is summoned to the Park house which has 
been unaffected by the rain in order to work the next morning for Da-Song’s birthday. 
Chung-sook sets up garden tables for a lawn party; Ki-taek follows Yeon-kyo through 
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a grocery store with a cart while she purchases wine and crustaceans; Ki-woo arrives 
carrying the scholar’s rock. Standing with Da-Hye in her second story room watching 
the gathering of “gorgeous,” “cool” and “natural” (“Parasite” 01:46:31-41) people who all 
belong to the Park family social stratum transpire below, Ki-woo asks Da-Hye, “Do I fit in 
here?” (“Parasite” 01:46:48-50) Da-Hye who really just wants to make out with her tutor 
nods without commitment. Hiding in the bushes below, Dong-ik, the Park patriarch, 
and Ki-taek, his employee, are dressed up as Native Americans with feather headdresses 
and play tomahawks. Dong-ik explains the plan, “…the concept is very simple. There’ll 
be a parade with Jessica carrying a birthday cake. Then we jump out and attack Jessi-
ca. Swinging our tomahawks!” (“Parasite” 01:47:45-57). Ki-taek says, “Right” (“Parasite” 
01:47:58-58). Dong-ik continues, “Just then, Da-Song the good Indian will jump out and 
we’ll do battle. Finally, he’ll save Jessica the cake princess and they’ll all cheer” (“Parasite” 
01:47:59-48:09). Returning to Campbell, it’s interesting to note that Dong-ik articulates 
the narrative of Da-song’s birthday – his “ceremonial of birth” and “rite of passage” – 
in terms of the hero’s journey which sees Da-song engage the hero-events, Atonement 
with the Father and Rescue from Without, among others. The ritualized saving of Jessica 
functions to interpellate Da-song as the hero and is, thus, precisely what allows not only 
Da-song as the individual adventurer to be reborn, but for “society” itself to be reborn; or, 
in the language of Althusser, the birthday party as a ritual action and rite of passage, de-
ploys the hero’s journey as an instantiation of ideology to reproduce the capitalist social 
formation. To effect an interruption of the reproduction of the capitalist mode of pro-
duction requires of the hero, according to Marx and Althusser, something quite beyond 
what Campbell manifestly articulates about the journey in The Hero with a Thousand 
Faces. Althusser states:
…that without the seizure of state power, without a dismantling of the Repres-
sive State Apparatus (what Marx and Lenin called ‘smashing the machine of 
the bourgeois state’), without a long struggle to smash the bourgeois Ideolo-
gical State Apparatuses, revolution is unthinkable, or can only triumph for a 
time… (Althusser, 109).
If Ki-woo represents a benign instantiation of the archetype of Cinderella, then Geun-se 
personifies her militant expression interpellated not by the narrative form of the fairytale 
Cinderella but rather by “proletarian ideology (above all political, but also moral) that 
has been transformed by the persevering educational activity of the Marxist-Leninist 
science of the capitalist mode of production, and thus of capitalist social formations, 
and thus of the revolutionary class struggle and socialist revolution” (Althusser, 181). 
Geun-se makes his final first ascent from the bunker to the basement where he smashes 
Ki-woo in the head with the scholar’s rock. This is no surprise since Ki-woo in failing to 
understand the rock as a signifier of his own subscription to the fiction of upward mobili-
ty; and blinded to the functioning of the rock as a metonym of his own exploitation in the 
capitalist social formation establishes himself as an agent of the bourgeois state and an 
enemy of the revolution. Geun-se’s final second ascent surfaces him from the basement to 
the garden party right before the ritual narrative of Da-song’s hero adventure has begun; 
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holding a kitchen knife Geun-se goes straight for Jessica and stabs her in the chest. With 
regard to strategies of revolution involving violence, Althusser states: 
Under these conditions, communists are right to talk about their party as a 
‘party of a new kind’, completely different from bourgeois parties, and about 
themselves as ‘militants of a new kind’, completely different from bourgeois 
politicians. Their political practice - illegal or legal, parliamentary or ‘ extra-
parliamentary’ - has nothing to do with bourgeois political practice” (Althus-
ser, 227).
By “conditions” Althusser is referring to the ideological state apparatuses where “ideology 
is eternal” (Althusser, 192) and “individuals are always-already interpellated by ideology 
as subjects” (Althusser, 192). In assaulting Ki-woo and Ki-jung who are both reproduced 
wage-earners within the Kim family, I would argue that Geun-se interrupts the potential 
of the Kim family unit, at the very least, to be enjoined in the reproduction of the capita-
list social formation; and, given Althusser’s all-encompassing vision of the functioning of 
ideology which can only produce an apotheosis of the class struggle through escalating 
violence, labor evacuating labor through murder could be construed as a nihilistic advan-
cing of the revolutionary agenda precisely because it dramatizes the only means to and 
extra-ideological existence. It is also interesting to consider in this context that Geun-se’s 
attack on Jessica stages as a localized action the “smashing” of the bourgeois machine whe-
re Jessica represents not only the reproduced wage earner but also the money-lenders, the 
dominant class who own the means of production, who would “threaten to stab” Geun-se 
were he to be found, the implication being that 1) any action taken by a worker (an in-
dividual who does not own the means of production) which violates the rules governing 
the capitalist social formation, both legal and illegal expressions of its structure, is subject 
to the repressive state apparatus either as prison or as an extra-legal death; and, 2) the 
only strategy available to the worker in dismantling not only the repressive state apparatus 
but the ideological state apparatus(es) which reproduce the capitalist social formation is 
extra-legal action because any action which exists within the framework of the law must 
necessarily support the capitalist social formation and relations of capitalist exploitation. 
That is, ideology makes it almost impossible to conceive of revolution without “smashing.”
That said, Parasite’s violent resolution neither conceives of the end of history as the hero’s 
“return to the normal world” (Campbell, 6) nor as revolution which would lead to a 
“classless society when all the members of a social formation are agents of production” 
(Althusser, 27). Rather, it offers an instantiation of anti-narrative where change over time 
occurs, though, the outcome of that change is ostensibly more of the same. As Ki-taek is 
tending to Jessica bleeding out on the grass, Dong-ik tells him to “Get the car. Mr. Kim! 
What are you doing?” (“Parasite” 01:54:32-34). As a request it doesn’t seem unreasonable 
since Da-song needs to be transported to the hospital and Dong-ik has no idea that “Jessi-
ca” is “Mr. Kim’s” daughter. It is interesting to note that Ki-taek does not respond to being 
interpellated by Dong-ik as “Mr. Kim, the Driver.” Rather, Ki-jung interpellates Ki-taek as 
her father when she says, “Stop pushing, Dad. Makes it hurts more” (“Parasite” 01:54:38-
43). That the state ideological apparatus represented by Dong-ik and the family ideological 
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apparatus represented by Ki-jung are in conflict for Ki-taek at this moment (should he 
stay or should he go) is described by Althusser when he states, “… the dominant ideology 
can never completely resolve its own contradictions, which are a reflection of the class 
struggle – although its function is to resolve them” (Althusser, 220). Earlier in the movie 
Ki-taek, Ki-woo and Ki-jung hide under the living room table while Dong-ik and Yeon-
kyo prepare to sleep on the couch. (In sync with the vertical visual thematics of Parasite 
the camera descends from the couch to floor to find the Kim family hiding underneath 
the living room table.) Dong-ik asks Yeon-kyo, “Where’s that smell coming from?” (“Pa-
rasite” 01:27:50-53). Yeon-kyo responds, “What smell?” (“Parasite” 01:27:53-54).  Dong-ik 
says, “Mr. Kim’s smell” (“Parasite” 01:27:56-57). Dong-ik continues, “That smell that wafts 
through a car. You know when you boil a rag? It smells like that. Anyway, even though he 
always seems about to cross the line, he never does cross it. That’s good. But, that smell 
crosses the line” (“Parasite” 01:28:05-34). The camera cuts to Ki-taek smelling his shirt 
while in earshot of Dong-ik’s comments. Returning to the party we see Ki-taek throw the 
car keys towards Dong-ik. Where they land in the grass establishes the boundary bet-
ween the dominated class and the dominant class in the capitalist social formation. When 
Dong-ik goes to retrieve the keys, he suddenly pinches his nose as if to signify in Parasite 
that no apparent breakdown of the capitalist social formation as dramatized in the party 
scene gone amok can, in fact, dismantle it. The “smell” representing “the pitiless line of 
class demarcation” (Althusser, 37) in the capitalist socialist formation endures through the 
functioning of ideology ensuring the reproduction of the capitalist mode of production 
and bourgeois dominance. Even when Ki-taek picks up the knife that Guen-se used to 
kill Ki-jung and finally crosses the line of his own exploitation represented by his “smell,” 
stabbing Dong-ik to death, not even Ki-taek’s annihilation of the dominant “father,” can 
liberate either Ki-taek himself nor the members of his family from forever being wage-
earners and, to each other, co-workers, in the first instance. I suggest at the beginning of 
this inquiry that Ki-woo is the protagonist of Parasite – that, like Cinderella, Parasite is 
a story of upward and downward mobility. This is not quite accurate, however. Rather, 
Ki-woo representing the benign archetype of Cinderella and whose social position does 
not change at the end of the film conceives of Parasite, on the one hand, as a narrative 
of static mobility. Indeed, the dramatization of Ki-woo’s “Cinderella” resolution in the 
penultimate sequence of Parasite – the one in which Ki-woo dressed in a really nice suit 
makes enough money to buy the Park home where his father, a criminal and fugitive 
from the law for the murder of Dong-ik, hides in the bunker – constitutes Campbell’s 
hero-task fulfilled where the son successfully materializes his dream of upward mobility 
in order to liberate his father from the bondage of his status as a perpetual wage-earner 
in the capitalist social formation. That Ki-woo fails to realize the mise-en-scene of his 
class aspirationalism and ends up in the final frame of Parasite exactly where he started 
is contrasted with Ki-taek’s successful embrace of captivity which sees him downwardly 
mobile, an agent of change, from half-basement apartment to bunker establishing him as 
Parasite’s protagonist, though the implications of this reading given Althusser’s heuristic 
presents a complete inversion and, perhaps, perversion of the hero’s journey as a model 
for narrative and narrative meaning. Ki-taek’s extra-legal existence, in which he is forever 
fettered to the potential consequences of his crime, constitutes a type of radical liberation 
254
G. Kapila The Hero’s Journey as Anti-Narrative: Descent to Dissent on the way (...)
Cuaderno 142  |  Centro de Estudios en Diseño y Comunicación (2021/2022).  pp 239-257  ISSN 1668-0227
from interpellation by the ideological state apparatus(es). This is confirmed in Parasite’s 
final sequences where Ki-taek uses the light in the hallway of the Park house to tap out 
a message to Ki-woo in morse code who receives it while sitting on the hill next to the 
house. Ki-taek interpellates Ki-woo as ‘Son!’ (“Parasite” 02:00:50-51). Ki-woo responds by 
writing his own letter which begins, “Dad, today I made a plan” (“Parasite” 02:05:06-10). 
Ki-woo interpellates Ki-taek as his father but he has no way of getting his message to him. 
There exists no possibility for bi-directional communication. Ki-taek has, in the end, as 
an act of revolution at the resolution of Parasite, created the conditions for his inability to 
be hailed by the ideological state apparatus(es), including the family ideological appara-
tus. One can argue that Ki-taek in pursuing a journey towards anti-narrative and of anti-
narrative is representative of the ultimate revolutionary because as an individual he no 
longer exists to be interpellated, not even by his own son, which is, perhaps, preferable to 
no longer existing. Ki-woo understands this as well, that his narrative of static mobility is 
nested not within his father’s narrative of downward mobility but rather in Ki-taek’s anti-
narrative when in his final appearance on screen Ki-woo breaks the fourth wall and says, 
“So long,” (“Parasite” 02:07:31-35) not to his father, but to the viewer.
Notes
1. Indeed, Campbell often engages the euphemism of “sleep” as a proxy for death.
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El viaje del héroe como anti-narrativa: descenso a disenso en el camino hacia la revo-
lución y la resolución en Parásito de Bong Joon-ho y La Cenicienta de Disney (1950) 
Resumen: Se puede argumentar que El héroe de mil caras de Joseph Campbell se ocupa 
principalmente del aventurero individual, el hombre o la mujer que emprende un viaje 
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con la meta de romper los lazos de sus vínculos edípicos para lograr un estado de liber-
ación que significa ante todo no convertirse en un adulto psiconeurótico. Campbell nos 
dice que las etapas del viaje se representan en las acciones rituales de los ritos culturales 
de pasaje, ceremonias organizadas por los miembros de una colectividad para guiar al 
individuo por los umbrales difíciles de transformación para que encuentre las formas y 
los sentimientos propios de su nuevo estado. Campbell elabora las fases del viaje del indi-
viduo con una riqueza de detalles y con evidencia iluminadora para apoyar su tesis sobre 
el objetivo final del héroe, que describe como salir del la guardería. ¿Pero qué pasa con la 
colectividad que tanto reproduce las condiciones de los ritos de pasaje para el individuo 
y presencian su devenir? ¿Cuál es su papel en el avance del héroe hacia la liberación? ¿Le 
toca simplemente mirar y esperar? 
Si la descripción de Campbell del viaje comienza con la partida del héroe de su casa, segui-
da por su avance horizontal por un terreno peligroso y volátil, para llegar finalmente a un 
punto de inflexión en el tiempo y el espacio para acabar en su retorno, entonces la película 
Parásito (2019) de Bong Joon-ho escenifica una iteración narrativa del viaje del héroe que 
sigue un vector vertical. Ese vector sigue el héroe en un viaje de movilidad ascendente y 
ve la colectividad de la familia no como un testigo dentro del cual se integra el pasaje del 
héroe, sino como una fuerza narrativa activa y movilizada que junto con el héroe se levan-
ta contra la servidumbre del capitalismo tardío hacia un estado de liberación colectiva, es 
decir, la revolución. Ese resultado es el ideal declarado, en todo caso, descrito por Marx 
en su compromiso narrativo conocido como el materialismo dialéctico e interpretado por 
el teórico marxista francés Louis Althusser en su obra pionera Sobre la reproducción del 
capitalismo. Según la heurística de Althusser, la narrativa del materialismo dialéctico debe 
necesariamente o con intención anhelante resultar en una resolución como revolución. 
Este resultado se apega exactamente al modelo romántico de la articulación de Campbell 
del viaje del héroe que anticipa el fin de la historia y el fin de la narrativa en una nivelación 
permanente de la estructura de clases. Bong Joon-ho, sin embargo, no es tan optimista. 
Aunque Parásito ha sido identificada como una comedia negra, que como género muchas 
veces opta por resoluciones inesperadas que son sombrías y / o agridulces, yo argumento 
que la película ofrece una resolución decididamente trágica a la lucha de clases, una en la 
que los modos de producción capitalista perduran precisamente porque la narrativa de la 
liberación ya ha sido apropiada como una ideología para sostenerlos. 
Este trabajo aprovechará la interpretación althusseriana de Marx en Sobre la reproducción 
del capitalismo para interrogar Parásito de acuerdo con lo ya expuesto y con la versión de 
Disney de La Cenicienta (1950), que también presenta una narración de movilidad ascen-
dente, para 1) establecer y describir la demanda paralela del viaje del héroe en el cual el 
héroe debe guiar a su comunidad por los difíciles umbrales de transformación mediante 
la acción ritual; 2) identificar cómo la descripción de Campbell del viaje del héroe se en-
trelaza específicamente con las narrativas de la albor en la formación social capitalista, que 
necesariamente involucra las relaciones de explotación capitalista; 3) argumentar que la 
promesa de la revolución como ideología, como una resolución alcanzable del viaje de la 
colectividad, o “retorno” en el lenguaje de Campbell, en realidad ofusca su verdadero pro-
pósito, que es el de reproducir y perpetuar la formación social capitalista. De este modo, 
Así, excavaré los gestos narrativos regresivos de la lectura de Campbell del viaje del héroe, 
256
G. Kapila The Hero’s Journey as Anti-Narrative: Descent to Dissent on the way (...)
Cuaderno 142  |  Centro de Estudios en Diseño y Comunicación (2021/2022).  pp 239-257  ISSN 1668-0227
que efectúa una narrativa de liberación solo en la medida en que la realización del viaje 
constituye, de hecho, una ‘anti-narrativa’ cuando se contempla en el contexto del capitalis-
mo tardío y la formación social que subyace en él. 
 
Palabras clave: Joseph Campbell - El viaje del héroe - Louis Althusser – Ideología - Apara-
to ideológico del Estado - Karl Marx – Antinarrativa - Complejo de Edipo – Parásito 
- Cenicienta. 
A jornada do herói como antinarrativa: descida à dissensão no caminho para a 
revolução e a resolução em Parasita de Bong Joon-ho e Cinderela da Disney (1950)
Resumo: Pode-se argumentar que The Hero with a Thousand Faces, de Joseph Campbell, 
preocupa-se principalmente com o aventureiro individual, o homem ou mulher que parte 
em uma jornada com o objetivo de romper os laços edipianos para alcançar um estado 
de libertação que significa antes de mais nada, não se tornar um adulto psiconeurótico. 
Campbell nos diz que as etapas da jornada são representadas nas ações rituais dos ritos 
culturais de passagem, cerimônias organizadas pelos membros de uma comunidade para 
guiar o indivíduo através de difíceis limiares de transformação para encontrar as formas 
e sentimentos próprios. Estado. Campbell elabora as fases da jornada do indivíduo com 
riqueza de detalhes e evidências iluminadoras para apoiar sua tese sobre o objetivo final 
do herói, que ele descreve como deixar o berçário. Mas e a comunidade que tanto reproduz 
as condições dos ritos de passagem para o indivíduo e testemunha seu devir? Qual é o seu 
papel no avanço do herói em direção à libertação? Apenas observe e espere?
Se a descrição de Campbell da jornada começa com a partida do herói de sua casa, seguida 
por seu avanço horizontal através de terreno perigoso e volátil, finalmente alcançando 
um ponto de inflexão no tempo e no espaço e terminando em seu retorno, então Bong 
Joon-ho’s Parasite (2019) o filme encena uma iteração narrativa da jornada do herói que 
segue um vetor vertical. Esse vetor acompanha o herói em uma jornada de mobilidade 
ascendente e vê a comunidade familiar não como uma testemunha na qual a passagem 
do herói está integrada, mas como uma força narrativa ativa e mobilizada que, junto com 
o herói, se levanta contra a servidão. capitalismo a um estado de libertação coletiva, isto 
é, revolução. Esse resultado é o ideal declarado, se alguma coisa, descrito por Marx em 
seu engajamento narrativo conhecido como materialismo dialético e interpretado pelo 
teórico marxista francês Louis Althusser em seu trabalho pioneiro Sobre a Reprodução 
do Capitalismo. De acordo com a heurística de Althusser, a narrativa do materialismo 
dialético deve necessariamente ou com intenção ardente resultar em resolução como 
revolução. Esse resultado segue exatamente o modelo romântico de articulação de 
Campbell da jornada do herói que antecipa o fim da história e o fim da narrativa em 
um nivelamento permanente da estrutura de classe. Bong Joon-ho, no entanto, não é tão 
otimista. Embora Parasite tenha sido identificado como uma comédia de humor negro, 
que como gênero muitas vezes opta por resoluções inesperadas que são sombrias e / ou 
agridoces, eu argumento que o filme oferece uma resolução decididamente trágica para 
Cuaderno 142  |  Centro de Estudios en Diseño y Comunicación (2021/2022).  pp 239-257  ISSN 1668-0227 257
G. Kapila The Hero’s Journey as Anti-Narrative: Descent to Dissent on the way (...)
a luta de classes, em que os modos de produção capitalista perdurar justamente porque a 
narrativa da libertação já foi apropriada como uma ideologia para sustentá-los.
Este trabalho aproveitará a interpretação althusseriana de Marx em Sobre a reprodução 
do capitalismo para interrogar Parasita de acordo com o que já foi exposto e com a versão 
de Disney de Cinderela (1950), que também apresenta uma narrativa de mobilidade 
ascendente, para 1) estabelecer e descrever a demanda paralela da jornada do herói na 
qual o herói deve guiar sua comunidade através de limiares difíceis de transformação por 
meio da ação ritual; 2) identificar como a descrição de Campbell da jornada do herói 
se entrelaça especificamente com as narrativas do início da formação social capitalista, 
que necessariamente envolve relações de exploração capitalistas; 3) argumentam que a 
promessa da revolução como uma ideologia, como uma resolução alcançável da jornada 
coletiva, ou “retorno” na linguagem de Campbell, na verdade obscurece seu verdadeiro 
propósito, que é reproduzir e perpetuar a formação social capitalista. Desta forma, Assim, 
escavarei os gestos narrativos regressivos da leitura de Campbell sobre a jornada do herói, 
que efetua uma narrativa de libertação apenas na medida em que a realização da jornada 
constitui, de fato, uma ‘antinarrativa’ quando Ele vê-o no contexto do capitalismo tardio e 
da formação social que o subjaz.
Palavras-chave: Joseph Campbell - A Jornada do Herói - Louis Althusser - Ideologia 
- Aparelho Ideológico de Estado - Karl Marx - Antinarrativo - Complexo de Édipo - 
Parasita - Cinderela.
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